The aim of this paper is to study Catherine of Braganza's wedding festivities and to frame them in the historical context of the dissolution of the Spanish-Portuguese Union in 1640. In order to better understand one of the models that served as inspiration for these ceremonies, the focus of the analysis will be centred on the wedding between Maria Theresa of Spain and Louis XIV of France, as well as on the pro-Restoration discourse used by the House of Braganza.
Catherine of Braganza, Queen of England (1638-1705)
The third daughter of Dukes of Braganza was born in 1638 on St. Catharine's day and was hence named after this martyred virgin 1 ( fig. 1 ). Aged two, she moved to Lisbon with her mother, Luisa de Guzmán (1613-1666) from the House of Medina Sidonia, and was raised in the Ribeira Palace. There, under the supervision of her mother, she received a mixture of court and convent education. Years later, in a letter to the Duchess of York -Anne Hyde (1637-1671)-, Luisa de Guzmán explained that her daughter had been raised in a sheltered way, a more useful education than pleasant, but she demonstrated the affection for the Portuguese lifestyle (con encogimento de portuguesa más util que agradable mas tanbien quiere como portuguesa) 2 . From early on, the first Infantes of the new dynasty, i.e., Teodósio (1634 Teodósio ( -1653 , Joana (1635 Joana ( -1653 and Catharine, had played strategic roles in political alliances in the European context. However, due to the premature death of Teodósio and Joana, the faith of the Portuguese nation had been placed in the hands of the youngest daughter of the Portuguese King. Thus, when she turned 22, Catherine's life suffered profound alterations. In July 1661, she was entitled Queen of England, taking on the duties inherent to this position: learning English language, representing the British Crown in the official acts and familiarizing herself with the new culture. The latter task included taking on new clothing and footwear, which, reportedly, resulted in strains and bruising. However, not even this seemed to have lessened her desire to leave Portugal 
Wedding Celebrations (October/November 1661)
In May 1661, Charles II's decision to marry Catherine of Braganza was met in Portugal with great relief. As soon as the news of their engagement had been announced, the Portuguese Crown started the preparations for the wedding festivities. As a consequence, as early as in August the celebrations of the Anglo-Portuguese union took place all over Portugal. Immediate reactions, in the form of gun salutes, firework and flare displays, were noticeable both in and outside the capital, particularly along the Spanish border. This is reported in a letter by Martim Correia da Silva, Governor of the Algarve: "once the happy cause is announced, the squares of Castro Marim and Alcoutim, close to the enemy's border, should echo with gun salvas, to lift people's spirits" 4 . These reactions, as well as many others occurring in the following months, are also described in a published account named "Relacion de las fiestas que se hizieron en Lisboa, con la nueva del casamiento de la Serenissima Infanta de Portugal Doña Catalina..." and attributed to António de Sousa de Macedo (1606 -1682 , a man of great erudition, former Portuguese diplomat in England and, at that time, Secretary of State at the court of Afonso VI 5 . The aforementioned work, together with a comparative analysis of written and iconographic sources, provides useful information for a study of the celebrations of the royal wedding of Catherine of Braganza and Charles II of England. The streets of Lisbon are reported to have spontaneously filled with fireworks, music and crowds cheering victory. At the very same time, the royal court is said to have organized religious festivities, which included a procession with the participation of the Chapter of Lisbon Cathedral, religious orders and the Senate of the City Regiment 6 . In the Royal Chapel, in turn, the event was celebrated with a Te Deum, "haciendo assy el fundamento en Dios, en quien se esperan desta aliança las mejores resultas para su seruicio." Finally, Cardim, 2008: 185-206 . 12 Cabral, 1661: 281-288. 13 "During the bull-fighting festivities, twelve flags on a white damask cloth with golden fringes and royal arms of Portugal were put in the middle of the Palace Arena (…) They were all of the same height and size and with rich decorations: covered with silks, linens, brocades and silver and golden embroideries." Cf. Macedo, 1662: 16. The Earl of Sandwich also reported on these festivities: "This day I went to Lisbon to see the huego de Toro, taking place on a square place before the King´s Palace, built on the two other sides with scaffolds three-storey high hung with tapestry and carpets rich according to the quality of the noblemen and others to whom they belonged…". Anderson, 1929: 100. Lopes Cabral). The already mentioned Relacion de las Fiestas also makes reference to this event, suggesting that it was awaited with high expectations 14 . Regrettably, none of Dirck Stoop's etchings portrays this event, given that during this period the artist is known to have accompanied Montagu to Tangier. The period between January and March 1662 had thus been marked by preparations for the arrival of Montagu's naval fleet and, to a certain extent, for the celebrations and the subsequent departure of the Queen.
Montagu's armada returned from Tangier on 13th March 1662. It was first anchored in the Fort of São Julião da Barra and, afterwards, in front of The Hieronymite Monastery of Santa Maria of Belém. In all likelihood the Dutch artist took advantage of this situation in order to produce sketches of some of the principal monuments sited in this district, such as the Hieronymite Monastery, the Tower of Belém and the more distant Chapel of Santo Amaro (figs. 5, 6 and 7).
Wedding Celebrations (April 1662)
According to the records published by Eduardo Freire de Oliveira and concerning the celebrations taking place on 23rd of April 1662, the Secretary of Internal Affairs, by order of King Afonso VI, nominated officials in charge of carrying out the protocol for this specific day 15 . Thus, as registered in Relacion de las Fiestas, on 22nd of April, on the eve of Catherine's departure to England, the Regiment of the City of Lisbon organized a horseback masquerade. This widely attended event took place on Terreiro do Paço and spread across the main arteries of Lisbon. The choice of date was deliberate, as 23rd of April had been celebrated as Saint George's day (a Christian knight and the patron saint of both Portugal and England). The interior of Ribeira Palace is said to have been filled with courtiers, dressed with pomp and bidding their farewell to Queen Mother and Queen of England, boasting such luxury that "las riquezas del Mundo parecian estar alli cifradas." A comparison of different written testimonies indicates that twelve structures and wooden arches, put up by the city's master builders, were spread over the streets of Lisbon. It also suggests that the route the royal couple travelled started at the Arch of Luís César de Meneses, included Tanoaria, Calcetaria, Rua Nova and Padaria and finished at the Lisbon Cathedral. When erecting the arches, the master builders were assisted by decorators, whose role was to embellish the streets "with columns, trophies, fountains and groves, at their very best effort."
18
By the same time, the Senate of Lisbon arranged for the workmen from Armazéns, Casa das Obras, Casa dos Contos, Alfândega and Ribeira das Naus to help with the decorating tasks. For instance, as regards the ornamentations of the part of the route stretching between the gates of the Armazéns and the Arch, Provider Luis Cézar de Menezes himself paid for the decorations spanning up to the courtyards. The street sellers covered the costs of decorating the remaining parts of this stretch.
Furthermore, the English had been in charge of decorating the Arch of the English Nation, with the statue of Saint George on top. For their part, the Germans erected a magnificent arch at Terreiro do Paço. Oliveira, 1893 : 286-287, 336-339. Tojal, 1716 . For information on wedding festivities see also : Santarém, 1842-69: 236-257; Brasão, 1939: 269-286; Vidal, 1940: 1-7; Costa, 1956: 3-7. 16 "it seems to contain the world's greatest treasures". Cf. The analysis of different bibliographical sources reveals that the arches spread across the city featured representations of all the rulers of Portugal, including Count Dom Henrique and Constable Nuno Álvares Pereira. Altogether, the arches featured representations of the first seventeen Kings of Portugal, the last one being that of Cardinal Henry I. In this manner: "the royal arches will recall the victories of Portuguese sovereigns as well as celebrated actions of the Portuguese nation."
19 These propagandistic representations of Portuguese key historical figures coexisted with the depictions of Catherine of Braganza and King Charles II. Street ornaments were subject to a rigorous control, as the "Embarkation Protocol" included specific indications with regard to the standardization of decorative elements (such as tapestries, silk bedspreads, tapes interwoven with golden and silver threads, paintings, etc). According to Sousa de Macedo, The entourage, accompanied by militia units, dancers, revelry, musicians (trumbets, shawms, minstrels) as well as constant tolling of church and convent bells, followed the route through the streets of Lisbon. The celebrations were of such importance that the Secretary of State himself stipulated the way in which the entourage and the royal route was organized 21 . Upon entering the Lisbon Cathedral, Catherine and her brother, D. Afonso VI, were welcomed by the Chapter and kissed the relics of the True Cross. From the large square in front of the Cathedral until the high altar the King, together with infantry units, escorted the Queen of England. Inside the Cathedral they were hailed with "choirs of sweet and harmonious Orphic voices."
22
The English guests did not participate in the catholic ceremony. Instead, they followed the Count of Ponte to the cloister. There, to quote the expression used by Macedo, they were entertained with a beautiful piece (hermosa pieça) of embroidery, recounting the story of the 1640 Restoration. Most likely, the tapestry, strategically placed at the very end of the royal route, featured a depiction of King João IV: "Mello is asked a question, with a raised finger: 'which King is presented on this portrait?' Looking at the venerated vault, Mello replies: 'here, marked with a distinct colour, you can see the rarest acclamation in history: Spanish mischief and the glory of this Empire. '" 23 By two o'clock in the afternoon, the entourage returned to the Terreiro do Paço, described as a grand and magnificent square (plaza grandiosa e real), where their carriage passed through "una calle de verduras y flores, echa en arco de una, y outra parte, y en el médio un arco bien magnifico, que los Alemanes hizieron." 24 They were greeted with gun salutes by militia detachments and entered the gardens of the Ribeira Palace directly through the newly erected gate (called Porta da Campaínha) giving access to the pier at the Ribeira das Naus.
In the foreground of Stoop's etchings one can observe the royal carriage with Catharine of Braganza, Afonso VI (sitting by her side) and Pedro (sitting in front of the Queen) ( fig. 8) .
Similarly to the rest of the entourage, the carriage was surrounded by militia units who protected the Queen from the crowds eager to attend this highly important event.
At the gardens of the Ribeira Palace, one could find an arch sponsored by the Provider of the Casa da Índia, as well as a painting and a statue (described by Pedro de Azevedo Tojal) 25 . The crossing of the Ribeira das Naus pier was followed by a protocolary farewell conducted by high officials of the Court (fig. 9 ). The embarkation itself was accompanied by tolling bells, gun salvos fired by the English naval fleet, artillery salutes echoing from Saint George's Castle and music played on the numerous vessels decorated specially for the occasion by order of the City Senate. When depicting the embarkation of the Portuguese entourage, with the imposing Saint George's Castle in the background, the artist gave prominence to the movement of vessels floating on the Tagus. This scenery seems to be in line with the description offered by Macedo Tojal, 1716 : 106. Borges, 1986 "an ordinary flag with Spanish colours was taken out of the vessel and replaced with a royal banner." Macedo, 1662: 31v. During the night activities, when the Queen was already aboard the vessel, the crowds could attend a performance similar to the battle of the four elements, with artillery fire spreading over the Tagus. The expenditures were supported by both the Senate and the States of Holland, as the latter had offered to sponsor an event of this kind 27 . The festivities finished with a calming music played by the musicians of the Royal Chamber.
Maria Theresa of Spain wedding celebrations as a model of matrimonial festivities
Our research, aiming at identifying models serving as inspiration for the 1661-1662 celebrations, suggests that the pro-Restoration discourse that dominated the festivities connected to Catherine of Braganza's wedding (clearly visible, for instance, in the already mentioned work Relacion de las fiestas) had one specific receiver in mind: the neighbouring Spain. A close analysis of bibliographical sources makes it possible to consider the 1660 wedding of Maria Theresa of Austria (1638-1683) Furthermore, the Spanish princess' wedding took place in two stages: while the first religious ceremony, held on 3rd of June in a church in Fuenterrabía was organized by the Spanish, the second one, taking place on 9th of June in a church sited in Saint-Jean-de-Luz, was conducted by the French. In between these two events, on 6th of June, there was an official ceremony that consisted in a protocolary giving away of the bride and a solemn oath to the Treaty of the Pyrenees. The event was held in a wooden cabin built especially for the occasion and featuring two distinct sections: one destined for the French and the other for the Spanish Crowns. The well-known painter Diego Macedo, 1662: 32. 28 Our research also involved the analysis of the wedding between Henrietta Maria of France and Charles I of England, as well as the festivities associated with the English Restoration during the reign of Charles II. Both events proved to be of utmost importance for the comprehension of theoretic and iconographical influences behind the Portuguese festivities. Flor, 2012: 113-142. 29 In his study, Colomer makes reference not only to the royal family but also to the Prime Minister's (Don Luis Mendez de Haro) entourage, which included over 200 people, hundreds of servants, 5000 horseback soldiers, 1500 infantry soldiers, 32 wagons, 18 royal carriages, etc. Colomer, 2003: 62 . See also Rio Barredo, 1997. 30 "a royal matrimony that, once again, joined the powerful Crowns" Colomer, 2003: 66. . In Portugal, by the same token, the tapestries were also part of the pro-Restoration discourse promoted by the House of Braganza. Indeed, on the day of his official arrival to Lisbon, during an audience at the Ribeira Palace, Ambassador Extraordinary Edward Montagu was greeted in "gran sala del Fuerte, la mayor, y más hermosa que se sabe, tapisada com la excelente tapiceria de la Tomada de Tunes, y com otras que querian igualarla." 32 The tapestries also played an important historical and political role during Catherine's departure from the Ribeira Palace. In fact, as reported by Tojal, on her way out the Queen: "crossed majestic halls, with beautiful cloths and canvas in exquisite colours, depicting the martial fables of vain goddesses." 33 Additionally, to commemorate Maria Theresa's arrival to Paris on 26th of August 1660, a series of triumphal arches was erected. Though they were generally described as magnificent, Haro dismissed them as scarce and of poor quality (pocos y no ricos). Significantly enough, in 1662 the Portuguese Crown adopted a very similar model, as these architectural structures were used in order to reinforce the pro-Restoration discourse, by means of both religious (e.g., the statue of St. George) and secular (e.g., royal portraits) images.
Another similarity worth mentioning has to do with the iconography produced to commemorate the Franco-Spanish wedding. Indeed, the aforementioned oath to the Treaty of the Pyrenees (taken on 6th of June) was represented in an oil painting by Adam Frans van der Meulen (a Dutch disciple of Pieter Snayers active in Brussels), who based himself on Charles Le Brun's drawings. Curiously enough, similarly to what happened in the case of Dirck van der Stoop, van der Meulen became most famous as a battle-scene painter 34 .
In the same way, while Jean Mauger produced medallions commemorating the marriage between the House of Austria and the House of Bourbon, Jan, Joseph and Philip Roettiers (a celebrated family of engravers working for the London Mint) or George Bower produced similar models in England, the only difference being that the latter featured images of Charles II and Catherine of Braganza (instead of Louis XIV and Maria Theresa, respectively).
Adding to this, it seems worthwhile to mention the likeness between the two royal monograms: similarly to the monogram adopted by the English monarchs, the motif used by the Franco-Spanish couple featured interwoven letters "M" and "L", topped with a crown 35 . Finally, in order to conclude this succinct analysis of the Spanish wedding festivities, it should also be stressed that the tapestries, engravings, chronicles and medallions produced for this occasion, as wells as the luxury boasted by the House of Austria, were in fact instruments of propaganda. On the one hand, they served as a token of peace and concord; on the other, they meant to counter the Bourbon Dynasty's pan-European campaign, intended to showcase the weakness of the Spanish monarchy (la flaqueza de la Monarquía Hispánica) 36 . In this light, it seems possible to suggest that, also in this case, the Portuguese Crown followed the Spanish model and recreated some of the circumstances related to the Franco-Spanish royal wedding. However, in the case of Portugal, they were used in a pro-Restoration discourse, with a view to countering Philip IV's hegemony. In this context, especial emphasis should, once again, be given to the role played by António de Sousa Macedo, Secretary of Internal Affairs (as was, in fact, the case of Leonardo Castillo) and, according to the Relacion de las Fiestas, the spokesman for the 1662 celebrations. Indeed, the abovementioned work is filled with excerpts denoting an anti-Spanish propaganda discourse.
In the first place, the choice of Spanish language in an account of a Portuguese event, though understandable in the light of the 60-year dual monarchy, made it possible for the news on the grandiosity of the wedding ceremony to reach the Spanish public in a more direct and thus more efficient manner: The reasoning behind this choice is overtly stated by the author, as is clear from the following quotation: "es conueniente hazer rellacion dellas, para comunicarlas a los amigos absentes, y para mostrar a todos, que no se ha faltado a lo que se deuia."
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In fact, there are numerous hyperboles praising the Portuguese culture: for instance, Terreiro do Paço is described as "the largest and the best square that a Palace or a European city could boast; (...) there is not doubt that it outdid the Roman amphitheatre." 38 Numerous references are also made to the abundance of street decorations and to the magnificence of the Portuguese overseas empire (particularly visible in the allegorical parades).
The aforementioned observation is also corroborated by the descriptions of bull-fighting spectacles. Indeed, this typically Spanish tradition is shown as inferior to the Portuguese bull-fighting spectacles organized in October 1661: "This was the end of the bull-fighting festivities, celebrated in Spain but here organized with the greatest perfection and grandeur; let me add that during these three days the costs spent on the exquisite decorations were beyond description and, as a result, can only be imagined." 39 Every so often, the author resorts to veiled threats, for instance when describing Count of Torre's prowess during the bull-fighting spectacle or the demonstration of power of the Also noticeable throughout the text is the exaltation of the power of the Portuguese Crown, especially expressed towards Luisa de Guzmán, to whose rule we owe this gift, (cuya Regencia les grangeó este bien), that is, the Anglo-Portuguese alliance, so enthusiastically celebrated by the cheering crowds 41 . In the final parts annexed to the text in question, the signing of the treaty is associated with an effective victory, resulting from the Anglo-Portuguese union, namely the Battle of Ameixial, fought on 8th June 1663 and represented in one of Dirck Stoop's engravings (commissioned in the very same year by the Queen of England) 42 ( fig. 10 ).
Conclusions
It should thus be clear from the above that, apart from serving as a simple account of the wedding ceremonies of the English royal couple, the Relacion de las Fiestas also portrays these events as an expression of the exaltation of the political unity, namely by referring to specific examples of the Restoration Battles, to some of the Portuguese key historical figures and to the Overseas Empire 43 . The exaltation of the Portuguese nation's political unity gains even greater dimension and importance if we consider the dissemination of the text now under study ( fig. 11 ). Throughout the text one can find a number of passages pointing to the possibility of future publication, which further justifies the preference given to Spanish language: "que no puede llegar la imaginacion a lo que logro la vista; no cabe en papel relacion más particular, un largo libro puede hazerse de lo que alli se contenia." Arch. esp. arte, LXXXVIII, 350, ABRIL-JUNIO 2015 , 141-156 ISSN: 0004-0428, eISSN: 1988 -8511, doi: 10.3989/aearte.2015 43 Bouza Álvarez, 1996:12. 44 "Imagination cannot do justice to what we have seen; a piece of paper does not suffice to contain a detailed recount, so a larger book is needed." Macedo, 1662: 30v. As a result, the existence of eight texts published in Portugal and recounting the events related to Catherine of Braganza's wedding (from the way in which the Anglo-Portuguese alliance had been formed to prose description of matrimonial festivities) lends itself to the hypothesis that Stoop's iconographic material had been meant to be part of a publication of greater dimensions 45 . The existence of engravings that accompany the text serves as a good indicator of the "need for using the printed image as a historical source" 46 . It also shows that the Portuguese Crown followed the example of prominent European monarchies which had their (land and naval) battles portrayed by battle-scene artists.
These examples support Bouza Alvarez' claim that: "in modern times the pictorial and visual forms of communication had been granted a full significance and, for this reason, had been used for the purpose of comprehension, expression and recording. (...) Thus, the modern times witnessed the emergence of a new type of spectator, whose relation with the observed object not only does not necessarily involve a physical presence, but also makes it possible for these images to be recovered and revisited time and time again" 47 ( fig. 12 ). 0004-0428, eISSN: 1988 0004-0428, eISSN: -8511, doi: 10.3989/aearte.2015 To conclude, it seems useful to quote the following excerpt from Martim Correia da Silva's correspondence to Pedro Fernandes Monteiro, dating from 24th of August 1661: "We shall all be thankful to God for the wedding of Her Serenity Queen of England, thanks to which we shall be protected, by having such a powerful ally, not only against the Spanish power but also against any other enemy, hopefully bringing great joy to Portugal" 48 .
